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Thb rapid aale of this littlei Woxlf^, wA 
tke i^ttering apprQb^^i<^ wbioli bat Imm 
bestowed upon it by manjr of ^ ma^ ^mr 
nent ProfefifMrs^ hs^o j^v^^ great 3atii;£»c- 
Ihm to the Aathor. I^ preaentu^; aaotber 
Sditi^QR u> the Muajkii Worlds he b^gs to 
fepeat^ that it is not xatnnded to hitf if^rr? 

with tibu9 19^11^ of inn^ctm ^diioh wy 
Ifait^ h«9 aifeady ftdQptf»4i b»t t^ im imA 

fdljl^r PI priyate Tuition pr t^ac^Wg m 
Qasif s^ m additim to the regalar I^f^ona 

already uk we. 

71^ 4vtho¥ thmkip it neoei^aiy U$ rep^t, 
thiat he do0a iiot offer this Book aa contahi* 
i«g apy thipg i^tfiup; yet he hope^ it will be 
found ii^efol in ei^plaiiiing the B^udiments^ 
afi4 thereby enabling the Master to devote 
JOkQxe time to other import^t branches of 



The following remarks^ although eertainly 
euperfluous to Professors in general^ he. 
hopes will not be thought intrufflye. 
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IT PREFACE. 

• 

The principal object of every Teacher 
should be^ to make his Pupils thoroughly 
comprehend one question^ before they pro- 
ceed to another; for this purpose each one^ 
should be provided with a Music-slate, 
upon which, after explanation, the Teacher 
should write an Exercise, drawn from the 
questions or the Appendix, leaving thid- 
blanks to be filled up by the Pupils. 

Every Exercise should be repeated, and 
the form of it varied, until it be done without 
a mistake, and imtil the Pupil be able :to 
give an Example upon the Instnunent; or - 
answer any question, whether proposed in^ 
the regular order or otherwise.. Thid tvill 
be attended with a little trouble to thef 
Master in the first instance only, as the 
Author recommends that the Learners of the ' 
second Chapter, should be TeficTiers of the 
first ; and this should be. done at a distahf -^ 
part of the room in which the Master is' 
giving his Lessons at the Piano-Forte, that 
he may, by. way of keeping up the attention 
of the Scholars, occasionally inspect theii^ 
Examples; and it is recommended that an 
Examination of the whole School should 
take place, at stated periods. 



PRBFA€B. V 

On the subject of Teaching in Classed^ it 
vwy perhaps be necessary to say a few 
WA!>rds. The Author has practised it for 
swAe years^ whenever an opportonity has 
offered^ and he is of opinion, that so far as 
relates to the Rudiments of Music, and of 
Thorough Base, (which this Book does not 
treat of), it is highly advantageous — ^not 
only on account of the emulation which it 
exoites in the Scholars, but also on account 
of the time which it saves. Much more, 
however, is necessary, in playing the Piano- 
Forte, than mere accuracy. The Author 
therefore is strongly of opinion, that only 
one should be taught to play at a time ; for, 
independently of reading the Notes, strik- 
ing the proper Keys with the proper fingers, 
&c. &c. the greatest attention is requisite, 
both on the part of Master and Scholar, 
to the position of the hand, and manner of 
playing^. The Author, however, by no 

* Td those who are unacquainted with the Flano-Forte, a 
ttimwotds m explaoaUon of what is meant by ^* manner of- 
playiag," may be necessary. In'the first place, one Key must 
lie hel«l down until ike next is struck, and no longer: a dc- 
via^oa Iroin this nde, wiU dther produce a want of deamess^ 
or a iniiitolcoBBeikm.faierery passage that is played: aftn^ 
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means wishes it to be understood, that lie is 
averse to the Pupils playing occasionally 
together, what they have first learned sep^ 
rately : on the contrary, he thinks it highly 
desirable, particularly where they have con- 
tracted any hesitation in their manner. In 
this case, he has found great advantage in 
making one Scholar play the Treble and 
another the Base, or in making the second 
Scholar play an Octave above the Treble or 
below the Base, while the other is playing 
the Lesson with both hands ; or, what is a 
still more common practice, by addii^ an 
Accompaniment himself. 

To those who may not have already 
taught their Pupils in Classes, the Author 
ventures to suggest the following outline of 
a plan for forming 

Classes for Music in Schools. 
The School to be divided into Classes by 

a habit of doing tfab is acquired, the exceptions must he at- 
tended to ; which are, to raise the fingers from all Notes that 
are to be repeated, and from those which have partienlar 
marks set over them, as well as at the Rests. More, it is 
conceived, need not be sud, to convince any one of the impose 
vibiUtjr of teaching properly a Aumber of Scholars tpgjBther^. 



PRBFAGB. TD 

the Master; one whole Class to attend at a 
time^ with one Pupil from the Class next 
s^ve^ as Teacher. 
-^ Each Pupil to be Teacher in tum« 
. The Pupils not to be admitted into an 
.upper Class^ until they have passed regu- 
larly through, and can give all the requisite 
Examples in the lower Classes. 

Pupils of talent to be removed to the 
upper Classes, as soon as the Master finds 
them qualified, without waiting for those 
who are less rapid in their improvement. 

The Exercises of each Class to be ap« 
pointed by the Master. They may be 
selected either from the Primer, or by 
making the Pupils explain to the Teacher 
the Lesson about to be played ; both the 
Time marked, and manner of counting it 
throughout, pointing out those Notes from 
which the fingers are to be raised, those 
Notes which are td be held down, the rea- 
'sons for the fingering, &c. &c. 
j^ The Classes to be held only during the 
'Sake the Master is giving his Lessons at the 
Piano-Forte. 

The younger Pupils to be attended at 



Till PRfiFAOB. 

their daily practice by one of the elder ones^ 
who is to be appointed by the Master. 

After being made thoroughly acquainted 
with the contents of this Book, the Pupils 
may proceed to the study of Harmony, and 
the practice of pla3ring from Figured Bases. 
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PIANO-FORTE PRIMER. 



CHAP. I. 

OF THE KEYS, STAFF, &c. 



uOW aw the Keys of the Piimofc^cnrte named ? 

From the first seven letters of the alphabet .: 
the Eighth^ or Octave^ is a repetition of the 
first. Example^ A^ B^ C^ D, E, F, G, A, B, 
C, &c. 

How are the Letters applied to the Keys? 

Flrst^ by observing that the Black Keys wrt 
divided into groups of t^i^ and three. D^ is 
between the i^tco Black Keys ; G^ is on the Utt, 
and A^ on the ri^t^ between the three Black 
ones. 



2 CHAP. 1.— KEYS, STAFP5 3cc. 

Describe the situation of the others. 

■ C, is on the left ; and E, on the right hand 
side of D : 

F, is on the left of Gj and B, on the right 
of A. 

What is a Staff? 

A Staff consists of five Lines and four Spaces^ 
upon which the Notes are placed, and named 
regularly by degrees. 

Name the Degrees of the Staff, upwards and down- 
wards. 



1st Space. 
Itt or lowest Uiie.—— 



2d Space. 
^A Line. 



3d Space. 
ii3d Line. 



4tb Space. 
4th Line. 



"5th Line. 



Suppose a Note upon the first Line ig called £, what 
will be the name of a Note in the first Space ? 

If the first Line is E, the first Space will be 
F; the second Line G, the second Space A, 
&c. &c« 

By what means is a particular letter applied to a Note^ 
upon any degree of the Staff? 

By a Clef, or Key to the Not^s, which is 
placed at the beginning of the Staff. 



■j: 



CHAP. I.<^KSYi^ STAFT^ to. ^ 

Wi»t Clefs wre in preset use ibr the PituKHFbitef 

The G, or Treble Clef, Ay m ^ ■ generally 
ased for the right bandy or iipp«r part ; andtbe 



F, or Base Clef, 




generally used for 



the left hand, or lower part. 

Upon what Line is the Treble Clef placed? 

The G, or Treble Clef, Is placed upoii the 
second Line; consequently, the Note upon thsit 
Line is called G, or the Clef Note. 

Name the Treble Notes, upwards and downwards 
from the Cl«f Note* 

A B C D E F 




E F G, 

or Clef Note. 
Give an Exercise upon the foregoing Treble Notes. 
Upon what Line is the Base Clef placed ? 

The F, or Base Clef, is placed upon the fourth 
Line ; consequently, the Note upon the fourth 
Line is called F, or the Base Clef Note. 

c 



4 CHAP. I.«— KBYS, STAFF, Ac. 

Name the Base Notes, upwards and downVvards from 
the Clef Note. 




C D E F, or 

Clef Note. 



Give an Exercise upon the foregoing Base Notes. 
How are higher or lower Notes written ? 

Upon, above, or below Ledger Lines, which 
are drawn above and below the Staff. 



Name the Degrees above and below the Staff. 



m 



&c. 



Note 

above the 

Staff. 



Upon the 
Ist Ledger 

Line 
above the 

Staff. 



Above 

the l8t 

Ledger 

Line. 



Upon the 
3d Ledger 

Line 
above the 

Staff. 



Above 
the 2d, 



Upon 
the 3d. 



I 



Above 
the 3d. 



&C. 



Note I Upon the 
below thel in Ledger 
Staff. iLine below 
■ the Staff. 



Below the 

Ist Ledger 

Line. 



Upon the 



Below the 
3d. 



GUkP. 1.— KBTfS, STAOT, Ac. 
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3 
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a; 
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Give £xerci8e9 opon the foregoing Treble and Base 

Notes. 

How is t|ie sitnation of the Clef Notes determined on 
the Pianok-Toitef 

First, by finding that C, which is nearest the 
middle of th^ Instrument, called middle C : the 
G, or Treble Clef Note, is the firsi G above, 
or on the right-hand side of it. 

The F, or Base Clef Note, i$ ti^e first F 
below, or on the left hand side of middle C. 

Ho^.are the situations of the other Noties fletermined i 

Bjr going to the r^ht, for those itbove; and 
to the left, for those below the Gl^ Notes. 

GiVe an Exercise for napniog and strikjog, |ome Trebles 
and Base Notes. 
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CHAP. II. 

OF THE LENGTH OF NOTES, WESTS, &c. 



How many difierent torts of Notes are in (^eral use i 

Six, 

Describe and. shew tbeir dififerent forms. 




Semibreve. Minim. Crotchet. Qitaver. SemiqiiaTer. Demisemi- 

quaver. 

What proportion do they bear to each other? 

Each Note is only half the length of the one 
preceding ; for example, a Minim is only half 
as long as a Semibreve, consequently one Semi- 
breve is as long as two Minims. 

Suppose you wish to know liow many Semiquavers are 
equal to a Semibreve or Miniro^ in what manner will you 
reckon them? ' 

By beginning from any one, and proceeding 
in rotation, always doubling the number ^ for 
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8 CHAP. U«-^LBNGTH Of NOTBS, RBSTS^ &C. 

example^ One Crotchet is as long as Two 
Quaversy Four Semiquavers^ or Eight Demise- 
miquavers. 

Rep^t the gfeneral T^l^ of the value of N6tes. i 
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Name the half, the fourth, the eighth, the sixteenth of 
a Semibreve; of a Minim, Crotchet, Quaver, &c. 

What are Rests? 

Marks for Silence, corresponding with the 
diflPerent Notes. 



(m4P» II«*^LW6TH OF NOT£S| B3ifirr8| &f ^ 9' 



Xin^acjahet ttnd shew tbem. 

Semibreve Minim, Crotchet. i^fuAver, Semiquaver, JMnbUt^ 
Rest, nUquaver, 




midera Owwti HoMa 
Line. Liae^ tb« tight 



W '^med to WHlUwo With three 
Kt. the left. Hends. Heads. 



Wlwi is tW II0& ef ft Det, Jiftef atvy Note or Rest? 

A Dot is equal to half the preceding Note ' 
consequently, a Semibreve with a Dot, is equal 
to three Minims, or six Crotchets, &c. A Dot- 
ted Crotchet is as long as three Quavers, &c. 



m 



^ 



X 




What ia a Triplet ^ ; 

'» 
> 

When three Quavers, instead of two, ar^ 
played t<;^ a Cvotchieit^ they ate. cg<led Q.Tvifkti 
or three S eu t J^ua vei Sj , mstead of two^j^ t<r 9 C^a-* 
ver ; and in the same proporffon to alt the other 
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Notes. Triplets are generally, but not always, 
marked with a figure of 3. 




A figure of 6, is sometimes placed over six Quavers or 
Semiquavers^ &c. Wliat does it signify? 

It signifies that the six Quavers are to be 
played in the time of four, or in the time of one 
Minim. 



6 
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CHAP. III. 

OF TIME. 

What are Bars ? 

Short Lines drawn across the Staffs to divide 
the Music into equal portions ; but the Music 
between two df tfaese^ is also called a Bar, or 
Measure* 

How many sorts of Time are there? 

Two J CominaA Tm^, aud Triple Time« 

What ift meant bj GommoB Tine? 

An even number of parts in a Bar, as Twa, 
Four, Six, or Twelve. 

What i» meant by Trijple Time 9 

Aa 0€ld AttOiber of parts^ as Tbfee or Nine. 

How in ^Tfise marked? ..; 

At the beginning of every piece of Music ; 

sometimes ft is^ flM^cfied bjr a fj^ wbtchv ^gnifies 

Common' Tfepe> voi the Bar tiMn contains tlie 
value of a Semibreve, but generally expressed 
four Crotchets in a Bar : the Time is also 
occasionally marked by two Figures, which have 
a reference to the Semibrere. 
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CHAP. III.— TIME. 



How do the Figures refer to the Semibreve? 

The lowest Figure shews into how many 
parts the Semibreve is divided, and the upper 
Figure shews how many of those parts are to be 
in a Bar. 

Name the divisions of a Semibreve. 

A Semibreve divided into two parts, will 
become Minims ; divided into four parts, it will 
become Crotchets ; divided into eight parts, it 
will become Quavers : consequently, the figure 
of 2, represents Minifiis| the figure of 4, repre- 
sents Crotchets ; and. the figure of 8, represents 
Quavers. 

Explain the following Marks of Time, pointing out 
which are Common, and which are Triple Time. 





How many sorts of Common and Triple Time are 
there? 



Two of each, viz. Simple and Compound, 



CHAP. Ili.-^IMB. 13 

How are tbey distinguished ? 

The easiest way is to remember, that if the 
Number of Notes expressed by the figures is 
less than 6, it is Simple ; but if it is 6, or more 
than 6, it is Compound. 

Explain again all the Marks of Time^ pointing oat 
which are Simple and which are Compound. 

Is it necessary to count the Time exactly as expressed 
by the Figures ? 

No : two Crotchets may be counted as four 
Quavers ; three Crotchets as six Quavers, &c. 

How is the Time to be counted, if the piece contains 
Triplets? 

It must be counted by the value of the Trip- 
let : for example, if there are three Quavers 
to a Crotchet, the Time must be counted by 
Crotchets ; if there are three Semiquavers to a 
Quaver, it must be counted by Quavers. 
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CHAP. IV. 

OF THE POSITION OF THE HAND, ANt) 
MANNER OF PLAYING, &c. 

« 

Iv what posifxm sboiiki the hand and arm be held? 

The hand and arm shoatd be even^ neither 
raisiiig nor depressing the wrist; the fingers 
should be bent at the middle joint, so as to 
bring the points of them even with the end of 
the thumb. 

How many Keys should be covered by the hand in its 
nataral position ? 

Five ; one finger over the centre of each Key. 
In pressing down a Key with one finger, care 
must be taken not to move the others. 

How many Keys are to be held down at a time? 

Generally speaking, one ; and that must be 
kept down until the next Key is struck, but not 
longer. When two or more Keys are struck at 
one time, they are considered but as one, and 
they must be held down until the next Keys are 
struck. 

In what cases should the fingers be raised ? 

When any Key is struck more than once, it 
should be raised every time but the last ; and 
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the Sogers must of course be raised whenever a 
Rest appears. 

What 18 the meamng of playing Legato t 

It signifies playing smoothly^ always keeping 
one Key down until the next be struck. 

What is playing Staedato f 

Separating the Notes from each^other^ or 
rusing the finger from one Key before the other 
is down. 

What is a Slur? 

It is a curved line^ drawn over^ or anderj two 
or more Notes, to signify that they are to be 
played Legato. 

What is a Tie, or Bind ? 



It is of the same form as a Slur^ but placed 
to two Notes alike: it binds the^second to the 
first, so that only the first is ^o be struck; but 
^he finger must be held down the full time of 
both. 

How are Notes marked which are to be played Stao- 

cato?' 

With round dots or pointed specks, above or 
below them : those with dots^ 9;r^ to be played 

D 
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modefalely >Bliiooato: ihose with jpedcs^ iwrf 
much so. 

PlajT the. foUowij^g pas&^g^y ia the three dperf oi ^rays 
it is marked. 






■III iO *— 
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How are Notes to be pUyed which are marked widi 
Dots and Slurs also ? 



On ^ repetition of the same Note,, they should 

■-. .-•■ *■ "^ 

be played as closely as possible. 




When Notes, thus marked, are played in 
succession, the fingers should be gently put 
down,' lUEid gently rased. 
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CHAP. V. 

OF SttAEPS, flats; kc 



What is an Interval? 

An Interval k the ditifoftiiee or distance be* 
tween two sounds* 

What is the smallest Interval ? . . 

A Semitone^ or half a.Tone^ wnioh ojn the 
Piano Forte, will b^ found between any Key 
and the next, wl^ether it^ be a White Key bir a 
Black one. 

WbatwauShiirp? . A ,. , .'..; 

<A Sbaip pl«6iid4»elbril any Vt^tei iai^tiiV^t 
Semitone, or to the next Key on the right hand. 




WfaMisaFiat? 



b 



A Flat plaKed before any Note, lowers it one 
Semitone, or to the next Key dn tiii tett h^nd. 




d2 
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XHAP. v.— SHAI^J?S^ FLAT89 Ac, 



WbatisaNatttml? 



N 



A Natural brings a Note that has been raiscMl. 
by a Sharp^ or lowered by a Flat^ to its forpier 
place again : 




/ 



consequently^ a Natural sometimes raises, and 
sometimes lowers a NotJe. 

Why are Sharps or Flats placed at the bepnning of a 
piece of Music? 

Any Sharps or Flats placed at the beginning, 
aflFect all Notes of the coi^esponding namai, 
throughout tjie piece. For exan^le^^a Shafp 



on the fifth Line. 




signifies tliat all 




the F's are to be played sharp ; and Flats upon 



the third line and fourth Space^' 



signify that all the B's and E's are to be flat. 

What are Accideotal Sharps, Flats^ or Naturals? 

Accidentals are dliose wMdli jure lyil marked 
at the beginning ai the piece. 



HT 



V* 
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How loog do^ the influence of an Accidental last? 

All Accidental aflfects all Notes of the same 
Bame in the Bar. For eBfainple^ 




signifies that all the C's ^q to be sbarpf though 
only the first is marked. 




The Flat in this Example, although (>laced to 
B on the third Ijne, affects the B above the 
first Ledger Line. 

Do Jlccidentalft ever affedt'Koles in tf» following Bar ? 

Tes : if the last Note of one Bar, which has 
been made .sharps b^ns the next, it is to con^ 
tinue sharp. 






± 




The same b to be observe ii>rF&t8 aad'NilAMl*.' 

i>a 
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CHAP. VI. 

OF COMMON CHA&ACTERS USED IN MUSIC. 



What is the use of Double Bars? 




Double fiars are placed in the middle, or at 
the end of a piece of Music, to shew that a 
part, or the whole, is finished. 

What iff the oae of Dots at a Bar,- or at a Doable Bar? 



—J ' 




They signify, that that part of the Music 
which is on the same side as the Dots, is to be 

repeated. Forexamfde, ;il — _ these 

Dots being op the left-hand side of the Double 
Bar, signify that the Performer is to repeat the 

former piece; but diese Dots 

being on the right-hand side, signify that the 
Performer, after having played to the next Dots^ 
i^ to retura |(Q this placet 
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What is the ase o^ a Sign? Jjf 



The second time it ocean in a piece of Mu- 
sic, it is generally accompanied with the worda. 
** Dal Segno/* which sipatj ** Frcm the Sign;*' 
-consequently, the Perfofiber is to return to the 
first mark. 

■ * 

What is the meaning of Da Capo ^— generallj abbre- 
viated P. C 

From the beginning. , 

What is the meaaiog of Da Capo al S^gno f 

From the beginning at the Sign* 

Why are the Ftgnres 1 and it, sometimes placed at the 
Double Bar, in the middle of a Movement ? 






I 



-• IMiiMi 

m»m ■«■■■ 



The Dots at the Double Bar shew that Ibe 
piece is to be repeated ; and the Figures denote 
that the Performer, in playing it through the 
second tin^e, is to omit the Bar marlced h md 
play that which is maikei 2^ instead. 



Whatistheuseohifi^ause? ^!\ 

A Pause placed over a Note^ signifies that the 
filler is to be held down, and the Peiiformer if 
to pause as long as he thinks ftcptt. 




A Pause over a Rest has the same meaning,,, 
excepting that the fingers are to be raised « 




Why 18 a Pause sometimei placed ovei^ a Double Bar? 




A Paase, (or the words H Fme), placed at a. 
Double Bar, shews that the piece is to end at 
tfaflitplaee, after the Da Gc^. 

What is the meaning of the word Biff 

ft is generafly accompanied with -Dotis at the 
Bars, and placed under a Slut : it signifies, that 
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ehe passage over whieh it b placed, is to he 
played twice over. 




What is the use of a Direct f 



It is placed at the end of a Staffs or at the 
bottom of a page, to indicate the name of the 
following Note. 

What b the meaning of Fo/^ Stf^itof generally mariicd 
KS. 

VoUi, means turn over; SMto, quickly. 

What is the meaning of Ottava Alta? generallj mariLed 
8?a. -------- 

It signifies, that the Music over which it is 
placed, is to be played an Octave higher, as far 
as the marks of oontinuaUon extend. 

What is the meaning of Loco ? 

It signifies, that the Music is to be played as 
it is written } that is to say, no longer an Octave 
higher. 



9(k CHAP. VI*?— COMMON eRikftACTEBSj Ac. 

Previoiftlyito cammenciog the ;next GlNipter, UiePapil^ 
should be exercised in namitig the Key? of the Piano- 
Forte, without looking at the Instrament, remarking, of 
course that Ae-Bl nck K tey s ar e o ccas ionally called Sharps, 
and occasionally Flats!" (See Appendix, Exercise I*)—* 
The While Keys abo^ cooMMmly called £, F^ and B^ C, 
fiequentiy change their name^ and are used as Flbts or 
Sharps to their neighbouring Keys^ The others too, are 
occasionally called Double Sharps and Double Flats, 
which are expkdned-at tii& beginning bf Chapi * XI; (See 
also Appendhi Exercise II.) 
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CHAP. VII. 



rOFORACES, AND COMMON MABKS Of 

EXPRESSION. 



What is an Appoggiatura? 

^it is a small Note prefixed to a lai^ one, 
Irom which it generally takes half its Time. For 
example, an Appoggiatura before a MtDim^ 



must be played as two Crotchets, 




: cDDseqaently it does not lengthen 



the .Bar. 



Wtieu^oi Appoggiatara 18 placed belbre a double Note, 
is it to. b^ placed by itseli^ (as it appears), or wilb tht 

lower Note? 

The Appoggiatura is to be played inst^ of 
part of the upper Note; consequently, the 
lower Note must be played with it. For ex- 



ample 




must be played ^as if 



writtftdUnK^ 



*^ CHAP. VII.<— GRACES, 

Are ali Appoggiaturas to be made half the time of tke 
Note thej precede? 

No : they, as well as the other Graces osed jn 
Music, depend greatly on the taste and jodg- 
ment of the Performer ; consequently, they can 
be best explained as they occar. 

How IB a Turn CC ^ ^ made f 

A Turn is to be made with the Note aboi% 
and tbe Note below that which is written, be- 
ginning with the highest : consequently, a Turn 
upon C, will be made with D, C, B, C, 

Should the lowest'Note of a Tom be a Tone, or a Se- 
mitone below the Note written ? 

In most cases it should be a Semitone. 

Supposing a Turn be made upon A ; is it immaterial 
whether it be called B, A, G ^ A, or B/ A, A h/ A ? 

No; three different letters must be made use 
of in a Turn; therefore the lowest must be 
called G ^ and not A {2. 

Name, write, or play a Turn upon A, upon B, C^ D, 
£, T, G, &c. (See Appendix, Exercise HI.) 

^How is a Turn made upon a Dotted Note? 

By first striking the Note itself, and making 
Ae Turn afterwards. ^^ 
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What 18 an Inverted Tura? Qb 

An Inverted Tarn consists of the tame Notes 
as a Torn; but beginning with the lowest^. in- 
stead of the highest Note. 

Kake an Inverted Tom upon A^ B^ C^ D, £, F^ G, &c. 
How is a Shake to be made? 

A Shake is made with the Note above^ and 
the Note which is written ; hegianiag with the 
highest, and cbncldding with a Turn. For ex- 
ample. 



-^ rim 



Most be played 




Or thus. 




The rafttdity of the Shake depending on the 
ability, of the Performer. 

Make a Shake upon A, B, C, D, £, F» G> &c 
What is the meaning of Piano 7 

So0; generally abbreviated Pia^ or P* 



9 I em^s^9m%ft4kWBLAoa^i 

What is Pianissimo? : 

* V«^«»^ gctferaJly abbi*evtat«d^^ or 
PP. 

What is the meaning of Fdrte? ^ 

' Load;' geMnally 'abbreviated for. or f. 

What is Fortissimo? 

Very loud ; generally marked ffmo* or tL . 

What, is the meaning of Mezzo Forte^. and. Me^so 
Piuio? 

f Mezzo Forte signifies moderately loud^ and 
Mezzo Piano moderately soft t they are gene- 
rally marked mf. and mp. 

What is the meaning of Dolce, or Dol,? 

Softly, or sweetly. 

What is the meaning^ Tcnuto, or Ten®? 

It signifies, that the fingers ^re to be particu^ 
larly held down during the passage to Which it 
ialr^plj^d^ 

' Winttis FOTNafl^ orSibrzato? 

• Tbey eAob^ sigmfyi/tbafcf one. Ndte is tO: be 
played strong : they are.ibbce?iatedfz. andisf. 

What IB Rioibrflanflo? 

It signifies that several Notes are to be played 
strong :H iaf geh^ra%miM(ed irinf. or ^^^^ 



AND COMM(»r:MiAK8^AP/B3U«BSSION. M 
Whatistbeiiiefuitiig'6fiOfleiBeMl6^^firOBte^^ ^ 

Begktk soflly; oiid ^gnMluaUy aiferelMeilfaewiMd. 



Tjbe folloiridg' sxmrk 




is also occasionally used^ to signify that the 
Performer is to play Piano where it is small^ 
and Forte where it is large. If a small mark 

of this sort ^^^ is iappHed to one 'Kote,-- it 

has the same elBEsct as fz* 
What 18 the meaning of Dimjniiebdb^'bf iDecrtsfasodo ? 

Begin loud^ and gradually diminish the sound. 
They are generally marked dim!! decres!! or 







Wfaatisthei^eaningofCalando, orCalo? 
Gradually softer and slower. 

What is the meaning of Perdenddsi ? 

It has the same meaning as Calando* 

What is the meaai^of a Tinnpp, or Tempa Primal 

After having bteckened the Timie at CMaildlo^^ 

it aigiiifies thtKt the orighrd Time is to foe re*- ' 

sumed. 

b2 
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What b the meaning of ad libitum^ or ad lib. ? 

It signifies ^^ at pleasure ;'' that is to say^ the 
Performer may play the passage as it is written^ 
or introduce any Cadence he thinks proper. 

When two Notes are marked with a Slur, thus, 




ia what manner are they to be played? 




And if marked thus, pffli \ fZ that is to 



say, the first is to be pressed and held down, 
the second played softly, and the finger raised 
immediately. 

What is meant by a curved or waved Line placed be- 
fore a Chord ? 



or 



It signifies that the Notes are not to be played 
quite together, but successively iirom the lowest 
upwards. Chords played in ; this - manner are 
called spread. 
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CHAP. vm. 

OF INTERVALS. 

Wait 18 an Intemil? 

An Interval is the difference or distance be- 
tween two sounds. It must be remembered, ' 
that all Intervals are called accdrding to the de-' 
grees of the Staff, or according to the nam* 
her of letters they are distant from each 



other. For instance, 5g Ci O.I is a Seconds 






a Sharp Second : but if the 



same Keys are struck, and called 

the Interval is then eaUed a Thirds 
Are Intervals to be redtoned upwards or downwards f 

Always upwards from tfae Note mmed>: wriesi 
the contTMy be ezpKfjisied. 

b3 
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What is a Tone ? 

In consists of two Semitones. The Interval 
between F and F jjf,, is one Semitone ; and be* 
tween F jj^ and G^ is another. For example, 




consequently, the Interval between F and G is 
a whole Tone*. 

What is a Minor, or lesser Third? 

A Minor Third (sometimes improperly called 
a Flat Third) is three Semitones from the Note 
named. For example, the Minor Third of A, 
mast be reckoned thus: from A to A^ one 
Semitone, to B too, to C three^ 

12 3 




* The Pupil should be required to' prove all Intenralf , by 
iniertin^^ (or counting) the Semitonet in thii manntr. 
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Dow many Semitonet is a Majors or Greater Third 

from the Note named? 

Four : (this Interval is sometimes improperly 
called a Sharp Third), 

I 23 4 

A AAA 




As the Se«iitone abore C, nay be called either C 4j| or 
D [y, is it immaterial, in reckoning the Major Third of 
A, whether you say C A or D j]? 

No ; the Major Third of A^ mast be called 
C ||ji. For example. A, B, C, is a Third, and 

A, B, C, D, is a Fourth. 

Name, write, or play Minor and M»jor Thirds to A^ 

B, C, D,£, F, G; toA^ ^ijh^ij^ ^ft* ^#' ^#» 
Gft; toAJy, BI),CJ), dJ>, El), Fjy, Gp. (SeeAp- 
pendii, part of Exercise IV.) 

Name, write, or play Minor and Major Thirds ta 
A J, Bll, C, DJj^E\), F, GjJ; A\}, B, C|||, Djy, 

^F(jl,Gb; A,Bjj|,CtkD,Ejjt Fll, G. (See.Ap- 
pendixy part of Exereise IV.X 



M CHAP* vni^-»-4Nt«ftyi%M.^ 

fiow joaiiy Semitones is a perfect ^Fiftk fMNftTthe Note 
named? 

•■Sevien: : 

1 2 3 4 5 « 7 




but the easiest way is to rememberi that every 
Note, eiccepting one, has a Fifth either Shatp, 
Flat, or Natural, Uke itself. For example, the 
Fifth of C is G, the Fifth of C-fl! is G#, the 
Fifth of CbisGb. 



What Note has a Fifth onHke itself? 



B ; the Fifth of which must be raised a Semi- 
tone to make it perfect. For ea^ample^ the Fifth 
of B is F#, the Fifth of B # is Px, the Fifth 
ofBbisF. 



. f 



Name or write Fifths to all the Notes, beginning with 
F, and proceeding always a Fifth higher. 

F, C, G, D, A, E, B, F#, C #, G|^ DJI^ 
A#, fijl,B#,Fx, Cx, &c. 
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Nanie TMm to FlaU now, Cdminebciog with f |^.. 

F b, cb, G ll, D b, Ab, Eb, B b, F Jf, &c. 

By way of Exercise^ now name, the Fifths below^ aond 
observe that, in reckoning downwards, every Note ba# a 
Fifth like itself, excepting F, the Fifth beknr which, 
most be lowered a Semitone. For example, the Fifth 
bdow F is B\f, the.Fifth below F||, is B|Je, the Fifth 

helow F ill is B. 

• . . . ^ 

B,E,A,D,G, C, F, Bb, Eb, Ab, Db, 

Gb, cb, Fb, fifli; &c. 

Name the Fifths below to the Sharps, commencing 
with' B ft. 

B#,E#,AJJ,D#,G#,C#,F#,Bl|.&c. 

Name again the two Letters which have Fifths, not 
Sharp, Flat^ or Natural, like themselves. 

Bt in reckoning Fifths upwards; and F^ ia 
reckoning Fifths downwards. 

What it the Leading Ifotef 

•« # . ■ 

The leading Note is the Sharp Seventh of the 
Scale: it is eleven Semitones from the Not« 
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iiiim4; bQl the easiest way bio re 
Semitone below the Octave. 



1 23 45 6 78 91011 




aSburp? 

No. For ^xample^ the Leading Note of .F, 
is &i|; die L^faig Note 6f A, is G#; and^e 
Leading Note of Cjf, h BtK ' ' 

As the Leading Note is one Seoiitone below the Oc- 
tave^ b it immaterial wbellier the Leailing Note of A, be 
calledOj^or All? 

Na: 46r«Ithoagh AtHsaSeraiton6Nbdow<lhe 
Octave, it is the eighth letter or Degree, and the 
Leading Note: miisl'be the seoenHh. 



^-^^^^- — ^-^ — - — [ 



• la naming Intervab in general, it is sufficient to name 
the letter^ if a Matnyal b^ intended. Thai it it sufficient to 

sa7thattheNGnori;^iirdof AiiC, aiidnotsa^C|i; tyatla 
naming or writing Tij^ing Notes, it should be always ex- 
pressed : thus the Leading Note of B|y is A kl* the Leading 
Note of E [^ is D b , &c. This is recommended, that the 
Pnpil may hereafter aaore readily find the Leading Notes of 
ihe'h^Snor Keys, which are always marked with an Acd- 
teHal Sharp, flat, or MtoraL 
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Nune or write the Leading Note of A; of B, C, D, £, 
J',G; ofAJjl, B J, C J, Dj, E jjj, FjJ. Gjj; of A|>, 
Btl, C(|, dIj, Ed, F|j^Gt>. (See Appendix, part 
of Exercise IV.) 

Name or write MitaorTttiTdSy -Major Thirds, Fifths, and 
LeadingNotes, to A, B; C, D, B, F, G; A^ Btf, CjL 

D^ljl, Ei|||, Fj^ Gjj^; A^, B^, Ct|> D^, B||, F^; 
(Se« Appendix^' Reraise IV.) * 

Name or write Minor Thirds^ Major Thirds, Fifths, 
and Leading Notes, to A\f^ B Al' C, 13 1|, E jJL F, 6 \f; 

A J|, B, C |>, D j||i^ Ei F§, Gp A; B ||, <; jj, D; E'd, 
Fjjj, G. 



, ./ 1 - 



I 

c 



■- ; 
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CHAP: IX. 

OF THE SIGNATURE. 



How do you determine what is the Ibnic, or Key Kote 
of a piece of Music ? 

Principally by the Signatarej or number of 
$harps or Fla^ at the beginning*. 

What method have you of discorering the Tonic ? 

Every Tonic, or Key Note, is a fifth higher 
for every additional Sharp, and a fifth lower for 
every additional Flat, commencing always with 
C, which Key has neither Flat nor Sharp. 

Name the order of Keys with Sharps. 

C has no Sharp, G has one, D has two, A 
has three, E has foor, B has five, F jj^ has six, 
and C||||has seven. 

Name the order of Keys with Flats. j c 

C has no Flat, F has one, B b has two, JS^ 
hu three, A[l has fonr, D|i has five, G[| ba^ 
six, and C b has seven. 



CHAP. IX,— THB SIGNATURBw 99 

How many^Kejfs Imve^the sanoie Signallor?^ 

There are two of each. For example^ evcfry 
Tonicj or Key Note, has Its Relative Minor*. 

fiow b the' Relative Minor of any Key to be found ? 

Hie Relative Minor of every Key is a Minor 
Third below. For example, the Relative Mi- 
nor of C, is A Minor ; the Relative Minor of 
B lly is 6 Minor. 

Name the Relative Minor of C, of G, D^ A, E, B, 

Tif^CJj^; ofaF,Btl,£tlAb>Di%G|l,andCh- 
(See Appendix^ part of Exercise V.) 

In what manner do you decide whether a piece is in the 
Key which is indicated by the Signature, or in its Rela- 
tive Minor? . '. ' 

By looking for the Leading Note of the Minor 
Key alladed to; as the Leading Note of every 
Minor Key is marked with an Accidental Sharp 
or Natural. For example, 




Judging from the Signature, this may be either 

* The difference between Major and Minor Keys WiK be 
ttore folly expkuned hereafter t the present is only given as 
the rtadiUtt way of enabling a Pupil to sucertain what Key 
any piece of Music is in. 



in C, or A'Mhior j init as tte Em G is sltarp, 
(which Is ibe Leading Note t)f A), the picic^ is 
in the Ifiey of A Mfaior. 




This piece^ having one Sharp at the- SignatiA'e, 
nny be either in 6^ or £ Minor ; but as the 
first D i& 'not Shaip^ it cannot be in E Minor ; 
consequently^ it is in the Key of G. 

Is this an invariable Rule for ascertaining what Key a 
piece of Music is in ? 

No : exceptions to it (thoagh very seldom) 
may be 41^ with; bu^ these can only be tinder- 
stood by those who study Harmony. 

liTi^b or t^Vefhe^Q^er of £^^M(^^ Sha^and^Flilb; 
also the Relative Minor/ 'ioid the Leading 'Ndteii^ the 
Relative Minor, to each Key. (See Appendix, Exer- 
cise V.) 

As the Relative Minor df any Key is a Minor Third 
below, of course, the Relative Major of any Minor Key 
is a Minor Third above; name, therefore, the Relative 
Major of A Minor, &c. &c* (See Appendix, Exercise V.) 
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CHAP. X. 

OF THE FORMATION OF THE SCALB- 



What is a Tetniphpr^ ? 

A Tetrachord is composed of four Soands, 
placed at tbe Intervals of two Tones and one 
Semitone ; that is to say, the Intenral between 
the first and second Sound mus^ be a Tone ; be- 
tween the second and thirds a Tone ; and be- 
tweei| 1iifi-Uiir4-^d foi^th^ a S e mi to ne, 





i. J . J I 




w^ 



Make Tetrachords, commencing with F; Ajk; fi[]; 
F I]. Mark the Semitone with a Slur. (See Appendix^ 
.Exercise VI.) 

Make descending Tetrachords^ cpn^nencing with A, 
B[]; F|2; B[|[; and observe, that the Interval of the 

S^S99?.^«?fcs^lhe >jY!^een d^^^^ %^l§o?f?4» ^^ 
the Tetrachord. (See Appendix, Ea^isg Vp.), 

p2 
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What is tlie Diatonic Scale? 

The Diatonic Scale most consist of the seven 
Lietters or Degrees, and the Octave to the Btst, 
in regular saccession, proceeding by Tones and 
Semitones* 

How do you form the Diatonic Scale ? 

By making two Tetrachords, leaving the In- 
terval of one Tone between them, called the 
Tone of Disjunction. 

. Foim the Scale t>f C. ; Mark the Semitones with a Slur, 
and separate the Tetrachords, at the Tone of Disjunction, 
by a Bar. 

Lower Tetnchord. Upper Tetmchori. 




^/ ^ ^ ' ^^ 



fjO^'^ll 



It is to be remarked, that the Semitones are 
between the Third and Fourth, and between the 
Seventh and Eighth of the Scale. In all Major 
Keys, the ascending and descending Scales are 
composed of the same Notes. 

Name every Interval of the forgoing Scale. 

C, is the Tonic, or Key Note j D, the second; 
E, the third; F, the fourth, &c. &c.f 



* ♦ Tlie' Pupil should he requhred to name the Intervals of 
every Scale that is formed. 



CH4P* T^^WPMUAim^ oi.nm jcAiBb 481 

Mak^t)i^$PfJeof£||;tl«actae of 0|]. (SeeAp- 
pemiixy EaeccMe VIIL) 

Make the descending Scale of A ^; F j^ (See Ap- 
pendix, Exercise IX.) 

In what manner are Scales to be fonned. so as to shew 
their connexion with each other^ and to shew the order of 
the seven Sharps ? 

Commence with the Scale of C^ and take the 
upper Tetrachord of one Scale for the lower Te- 
trachord of the next. Observe, that every Scale 
will be a Fifth higher than the preceding, and 
will have an additional Sharp. 



=£ 



f" 

Scale of G.^ 




d 



3d^ 




•/-O^^^ScaleofC. \Z^^^ 

^ y ^ Scale of D. 



\ 



4c* 



Make Scales progressively; mark the first and each 
succeeding Sharp upon a separate Staff, antil yon have 
&und the order of the seven Sharps, viz. 

^ Ik JB 




(See Appendix, Bxercise X,y 

.>.-i>jij ' • ' • j^ ^ ■ ■ ' . . 

* ttLon^ to jODid tfce InoooviBniaiceQf tfae-Lc<)^JLiiies» 
il.wilLbe neciMary, in cdmtnMwItig the^ncceedtn^ 8eilc»| .ta' 
eopy the Motes Of the. alternate Tetrachords aa Octave lintK.. 
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-After haviflg fbond the order of Sbarps regularly, by 
making Scales, the Papil will do well to remember, that 
F is the first,, and that every succeeding Sharp is a Fifth 
higher. 

In what manner are Scales to be formed, so as to shew 
the order of the Flats ? 

Exactly the reverse of the former ; that is to 
say, the lower Tetrachord of one Scale must be 
taken for the upper Tetrachord of the next. For 
example, the lower Tetrachord of C, is the 
upper one of F. 



■^ r 



Scale of C. Scale of B [j. 




&c. 
Scale of F*. 



Make Scales progressively; mark the first and each 
succeeding Flat upon a separate Staff, until you have 
found the order of the seven Flats, viz. 

^ Ik JB 




(See Appendix, Exercise XI.) 



* In order to avoid the incooTenience of theL^dlger lines, 
it will be necesMry, in coinmencii^ the stt cc ce diny .geaies, to 
copy the Notes oi the alternate Tetracfaords in Octahrt 
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After having found the order of Flats regalaiiy, by 
forming the Scales, the Pupil will do well to remember^ 
that B is the first Flat, and that every succeeding Flat is 
a Fifth lower. 

What is meant by the Dominant and Subdominant? 

The Dominant signifies the Fifth above^ and 
the Subdominant the Fifth below. Every Scale 
is intimately connected with the Scales of its 
Dominant and Subdominant. 

Form the Scale of With its Dominant and Stib- 

dominant. 

What is the difference between a Major Key and a 
Minor Key? 

A Major Key signifies, that the Third of -the 
Scale is a Major Third from the Tonic ; and a 
Minor Key signifies, that the Third is a Minor 
Third from the Tonic. 

Key of C Major, or Key of C, with a Major Third. 




Fe=C2 



11 



Key of A Minor, prKey of A> with a Minor Third. 




i 



The Minor Scale consists of the same number 
of Tones and Semitones as the Major^ (viz. five 
whole Tones and two Semitones), but di£ferently 
disposed ; the ascending also, difiers from the 
descending Scale. For example, A is the Rela- 
tive Minor of C, and has neither Flat nor Sharp 
at the Signature. 





o>o 



a 



^■^riH 



The Semitones, it is to be observed, are not ia» 
the same situations as in the Major Scale. 

How is the Minor Scale to be formed? 

The easiest way is to form it with the seme 
Flats or Sharps as its Relative Major, remem-^ 
bering, that the Sixth and Seventh . of the 
Ascending Scale must each be raised a Semi- 
tone, ffy Accidental Sharps or Naturals. For 
exaoiple, D is the Relative Minor of F; e^iise- 
<|ueatly» must have B Ij at the Signature. The 
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Sixth and Seventh^ as has been before remarked, 
are raised by Accidentals^ in the Ascending 
Stale. 





"■^"^■''I.^.;j II 



Why are the Sixth and Seventh Notes of the Ascend- 
ing Minor Scale raised by Accidentals? 

• 

The Seventh is rabed, because every Ascend- 
ing Scale must have a Leading Note ; and the 
Sixth is also raised, that the Interval between 
the Sixth and Seventh may not be greater than 
a Tone; for the Diatonic Scale must consist of 
Tones and Semitones. 

Repeat the method o( making a Minor Scale. 

First* ascertain what is its Relative Major; 
secondly^ write the Signature; thirdly^ write the 
Scale ascending and descending; fourthly^ raise 
the Sixth and Seventh of the ascending Scale^ 
each one Semitone. v 



4^ c||AF^x.T5^iT«W¥A?W» i«?ii 

Exercise XIL) 

Write the Scale of the Relative Minor of D, £, D {l; 
C Ml &jft.. A^r ^ee Appcndiiry pait* of Bxerc fap 3 0^*^ 

Write Ihe Sralpii nf thp 'Rehtkie, Mi^ (g> CV(^D, 
A, E, B, Fjjf, Cfj^ C, F, B[|, Eg, Afct i>b»^ll 

C g. (See Agg^i^Ey Exercise XII^ 
Wha| jl the ghrqmytlcJi^fr ;V 

The Chiainatic Scale eonsists of Semitones, 
only. 




Is it immaterial, in writing the Chromatic Scale, whe- 
ther you write A [l or G & and A ^ or B g ? 

No : the Signature must he attended to. For 
example^ with three Flats, you must not write 



rjimf 



ii%m'.jm9j'r-m^A a.'i i'. 



J. 



«*i« 



ScCk. 
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but every Note should have its proper situation 
ontheStafi; according to the Signature : thus. 




— 4c. 



This renders fewer Accidentals necessary. 

By way of exercise, write the same passage as abofe, 
with four Sharps at the Signatore. 




The Pupil should nowlfini ^Mgt^iii^iffliM'^&jor 
Scales, and their Relative Minors, ascending and de- 
sctdHSAi^m^ikiiifeUy Ifdthftrtt^fi^ IMrid W the 
Left. These should be first written on a Slate, fingered, 
and when corrected, c(^ied istd aBook for daily practice. 



i I 



\i> 
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CHAP. XL 

OF VARIOUS CHARACTERS USED IN MUSIC. 



What is a Doable Sharp ? X 

A Double Sharp raises a Note twd SeniitoQes. 



What 18 a Doable Flat? jjfr 

A Double Flat lowers a Note two Semitone^. 




^ 



How 18 a Stngjie Sharp or Flat replaced after a Doable 
•ae? 

By means of a Natural and Sharp^ or a Na- 
tural aqd Flat. 



CH1». XLf^WABMmm CaAAAOTlAI^ Ac U 

As a Dm flAer m Note iodkcg it Mf MitniK apuBy what 
is the oit of a secoxul Dot? 

The second Dot 19 mpwl to half the fini; 
ooBseqiMBtlyy a Crotchet witli Iwo Dots, b 
equal to a Crotchety Quaver^ and Semiqaafer. 




As iS!emt signifies half, and Breve short,- irfay is the 
longest Note called aSemibreve? 

A Semibreve is the longest m present use; 
but there were two «then ioamedf, oaHed a 




I^ng, ["' ,' ^^ and a Breve, ! ■ ! 




W4mtfimportion4Q«B«^Semibi«ve^«ar to them? 

A Long is equal to two Breves, or four Semi- 
breves; consequently, a Semibreve is eq^ualto 
half a Breve, or a quarter of a Long. 

It a J>eDiiie«^t«i«s«r the shortest Note? 

No : there is one citted a Mf tkmiHmS" 



quaver, made tfavt, ! " J^'^ miA its Rest thus. 





Sisty-foDT <rf thiacMt«(|iM44a iMt AmihifiKe. 
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CHAP. XI.— VARIOUS CHARACTERS 



In what manner is a whole Bar Rest marked ? 

In the same manner as a Semibreve Rest^ be 
the value of the Bar what it may. 



■ 


H^AI 






mm^M 


^^^^■^B 


IBHIHB^B 


i 


r 4r 


fl^flr^3H 


^^^^^^^^H 


i 




VWHH 


■■L-IHH 


p 


^2AB^Hi 


■■■■■■ 




In what manner are Rests for more than one Bar 
marked? 

A Rest for two Bars is made from one line to 



the next ■ j for four Bars^ from one line 



to the next but one 




-but a Figure, 



expressive of the number of Bars, is frequently 

6 

placed over ' i ' ; and when the number is 



very great^ Figures only are used, 



M 



In what manner do you count several Bars* Rest? 

By naming the number, instead of the word 
One^ on the first of each Bar, For example, 

5 



irjT. 


"^K^iaB 


a HHig 


.^■THH 


1 ** ^ 




*■■ WKM 


■■■■i 


■VBBB 


m^^B^I^^H 



These five Bars^ Rests should be counted 

1, 3, 3,|2, 8, 3,1 3, 2, 3,14, a, 3, 1 5, 3, 3, 

instead of always bne^.two^ thf«e. 



USED IN MUSIC. 
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What is Melody? 

A Melody is a succession of Sounds. 

What is Harmony ? 

A combination of Sounds. 

Are there any more Clefs than the Trehle and the Base ? 



Yes : the C Clef, 



'' K 



This Clef is occa* 



sionally placed upon either of the four lowest 
lines of the Staff, and gives the name of C to' 
all Notes on the same line as itself; the other 
Notes are, of course^ named by degrees from it : 
its situation on the Piano-Forte is the middle C. 
' When this Clef is placed upon the first line. 



m 



it is called the Soprano Clef; when 



upon the second line, S 



the Mezzo 



Soprano Clef; when upon the third line 



the Alto, or Viola Clef; and when upon the 
fourth line, •&- 



O: the Tenor Clef. 



g2 
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Name all the Degrees of the Staff, and according to 
these Clefs. 

Do the Treble and Base Clefs ever change their situa- 
tions on the Staff? 

Yes^ in very old Music : but all Notes on 
the line with the Treble Clef^ are called G; 
and all Notes on the line with the Base Clef, are 
called F. 

Qiv9 Bxamples according to die Ibllovdng Cleib : 




Q' o 



G F 

What 16 the difference between a Chromatic and a 
l>iatonic Semitone ? 

A Chromatic Semitone remains on the same 
degree of the StafiP^ and is called by the same 

letter, as ' m^ m Jtf ^* whereas a Diatonic 
Semitone changes its degree and name^ thus : 




What is the meaning of Enharmonic ? 

The Enharmonic Diesis, or Quarter Tone, is 
the diflference between two following Notes, one 



U8BD IN MUSIC. 
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of which is raised^ and the other lowered a 
Chromatic Semitone. This Interval cannot be 
expressed on the Piano-Forte^ from its con- 
struction ; but the same Key mtist be struck for 
the Sharp of the lowest Note^ and the Flat of 
the highest. 




08 
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CHAP. XIL 

OF tHE GGMMOW TEltMS ilELATING TO 

TIME, &c. 



Explain some of the wordi \f\ndk 4iFe fm^fixed to 
pieces of Music, to express the Time and Manner they 
are to be performed in. 

They are very indefinite 3 but the following 
are the most common : 

GRAVE In the slowest time. 

ADAGIO Very slow. 

LARGO Slow. 

LARGHETTO •. Rather less slow than Largo. 
MODERATO . . In moderate time. 
CANTABILE . . In a singing and graceful style. 
ANDANTE . . In a marked and distinct manner. 
AND ANTING .. In a flowing style. 
PASTORALE . . In a pastoral style. 
MAESTOSO .. Majestically. 

ALLEGRO Quick. 

ALLEGRETTO Not so quick as Allegro. 

VIVACE Lively. 

PRESTO .... Very quick. 
PRESTISSIMO As quick as possible. 



CHAP. XII. — COMMON TERMS, &c. 5/ 

In conclusion, the Author begs to observe^ 
he does not wish it to be understood, that he 
conceives the foregoing pages to contain all 
that it is necessary a Pupil should know : many 
things, no doubt, have been inadvertently, and 
others have been intentionally omitted, as it is 
his opinion, that persons frequently fail entirely 
of attaining their object, by attempting to teach 
too much : he only hopes, that those Pupils 
who thoroughly understand what he has endea- 
voured to communicate in this Book, will not 
be considered the most deficient among the nu- 
merous Students of the Piano-Forte. 



I 
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APPENDIX. 
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EXERCISE I. 

Name the Keys of the Piano-Forte. 

C, C# or Db, D, D# or Eb, E, F, FJ or G b, 
G, G#orAb, A, A-|jlorBb, B, O. 



EXERCISE II. 

Is F # (or B b, C X, &c. &c.) a Black Key, or a 
White one ? 

(N. B. In the following Example, the Black Notes are used 
to express the Black Keys, and the White Notes the White 
Keys.) 




* 



*: 



^^ 



m 



±«E 



Fi=F^. 



^^m 



i 



•b*^ 




xO: 



X©. 



X©- 



ttca 



:xo: 



i^ 



feol*>ta x 



m 
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£XERCIS£ III. 

TURNS. 

A Tarn upoa A^ must be made with B^ A^ G ^y A. 

B, C*,B, A#,B. 

•— — — Cj ■ Jjy Cj B, C. 

D,' E, D, C jjl, D. 

— — Ej ' Fj Ef D jtf £. 
F^ G, F, E, F. 

G, A, G, FJ, G. 

A#, B,A#,Gx,A#. 

Bp, C,Bb,A,Bt». 

p#, e,d|cx,d#. 

Eb, F,Eb,D,Eb. 

Fb, ^ G,Fb,Eb,Fb. 

Gb, — A,Gb,F,Gb, 

See. &c. 



* The Signature (viz. the Sharps or Flats at the bcg^lning 
•f the piece of Minie) will determine w)ietber .th« upper 
Note of the Turn is to he Sharp, Flat^ or Natoral; therefore, 
in the pr^nt Exercise^ the l€tt& onfy of the opptr Note 
need be named. 



i I 



i 



!■ 
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fi i n n-^ 
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^JKUtrnMlJ^ 



■hiiMUMki 



l^M^HM* 



4Mki*i^-*i 



■tai*BrfBI*i 



EltERClSE V. 

Therelati?elSIlM>lrdTC isAMnortth^kt4liugNoteofAtrfl|l 
■ «-■ > G is£MitiM ' ■ ' ■ UJ 

A# 

B# 

B# 

Fx 

Cx 

— Gx 

G« 

Cjj 

F# 

Bit 

E|f 

aH 

DH 

Git 



D h & Minor 

A UF# Minor 
£ isC^Mifior 
fi iiGjJlUmor 
F|uD#Mllu^ 
C||| is A ijjl Minor 
CkAMittor 
r is D Millar 
B 1) k G Minor 
EbiftCMUooi- 
AbisFMkidr 



I Willi 



■^^iM«*M«a 



i^^i^^Aii^ 



■b^iiifaiA-^^ 



^■■•■^ 



i*«i«da 



^■te« 



■ ' - - 



t I > I 



< I I I I 



Gbis ^b Minor — ^ 
CbiSBAbMkior 



> I ■ 



When the Pupil is thoioughiy ncquakltd Hvith the forego- 
ing Tabte> the <fiiestiiii8 should h^ reyeiuS, thus : -P^ 

What is the Mbtivt Ibyor tf AMinttr, ^c. &G.f 

Or* in other words» 
Of what is A Minor, the relative ? 



APPBNmX. 
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£XERCIS£ VL—Tetrachords. 

22: 









EXERCISE VlL--^e$centlmg VOrachordt. 



^^r 







EXBRaSE VIII.^'ScaZN. 





EXERCISE IX.^I>e«cen(ftf»jr Scales. 



'^-•^»^"^* 
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APPENDIX. 



EXERCISE XII. 
MINOR SCALES. 



A Minor, relative of C. 




£ Minor^ relative of G. 




B Minor, relative of D. 




ifct* 






Fiji Minor, relative of A. 




^^ 



C ^ Minor, relative of E. 




G tt Minor, relative of B. 
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EXERCISE XII.— CoNTiNUBD. 
MINOR SCALES. 

D ijjl Miuor^ relative of Fjj^ 




A jjl Minor, relative of C ft. 




A Minor, relative of C. 




D Minor, relative of F. 



'i\r,'\'^**'\'"~'\'^^.,\ \ 



G Minor, relative of B [}. 




C Minor, relative of E \}. 
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EXER€IS£ XII.— Continued. 



MINOR SCALES. 



F Minor, relative of A [}. 




BJJ Minor, relative of D \). 





Eb Minor, relative of GJJ. 

^ ■ .^ 




A \f Minor, relative of C fc)* 
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B.M'MillaB, Printer, 
Bow Street, Careiit Gudtm. 



Laiely PMisiled, 

▲ KEW EDITION OF THS 

THOROUGH BASE PRIMER, 

CONTAIKINO 

EXPLANATIONS AND EXAMPLES 

OF THE 

RUDIMENTS OF HARMONY, 

WITH 

FIFTY EXERCISES; 

BY 

J. F. BURROWES. 



The Author has endeavoured to render the Explana^ 
nations in this Work as simple as possible ; and in order 
to save the time of the Master^ as well as to impress 
them on the mind of the Student^ has accompanied, the 
Explanation of each Chord with progressive Exercises. 

This is (as the title implies) an Elementary Work» 
not treating of Counterpoint, Rhythm, &c. ; and it is 
only intended to enable the Student to understand and 
accompany Figured Bases, which is iudeed as far as 
many wish to proceed. 

Also, 

For the Use of Students of Tuorougb-Base, to correspond 

ill size with this Work, 

BURROWES'S COLLECTION OF OLD AND 

NEW PSALM TUNES, 

Containing, among others, those which are sung at tUe 
Church of St. James, Westminster. 



CLEMENTI'S GRADU8 AD PARNASSUM; 

Or, The Ast qv Playing qv the Piai^o^Forte ; 91^- 
plified in a Series of Exercises in the strict aod free Styles, 
Vol. I. Price 1/. Is. 

CLEMENTI'S APPENDIX 

To bis Introduction to the Art of Flaying on the Pianoi- 
Forte. Price 1/. Is. 

CRAMER'S NEW EXERCISES, 

" Dulce et UtilE;" consisting of Six Movements, in- 
tended as Practices for tlie Piano-Forte. Price 12s, 

A COLLECTION OF CANONS, 

Of various Species, for Two, Three, Four, and Five 
Voices, by William HobslbYj, Mus. Bac. Oxon. 

LATOUR'S PRELUDES. 

Preludes, in a progressive Style, for the Piano-Forte, com- 
posed for the Use of Young Ladies, by T. Latoub, Pianiste 
to.IIis Majesty. Price 55. 

BURROWES*S EASY LESSONS, 

Containing many Popular Airs, with the Fingering marked 
for Beginners, Op. 11. Price 55. 

BURROWES*S THREE SONATINAS, 

With Popular Airs for the Middle Movements, Op. lOu 
Price 55. 

SELECT AIRS FROM MOZARTS OPERAS, 

For the Piano-Forte, with a Flute Accompaniment ad lib, 
in 18 Numbers, Price 45. each. 



AUo latefjf'pukKibed, the /Mowing Works, 

byl. F. BURBOWES. 

A Series of CALEDONIAN AIRS, with Vanatioot for 
the Piano-Forte. Price 2«. 6<i. each. 

No. 1. Kenmure's on and awa'.— 2. The Blue Bell.— 
^.'Auld Robin Gray.-^. Aakl lang syne.— S. The White 
Cockade.— €. Charlie's my darlmg. — ^7. The Highland Lad* 
die.— 8. Saw ye my Father. — 9. Tweed-side. — 10. Maggiv 
Lauder. — 11. Shepherds, I have lost my love.— >19. The Aal< 
Wife ayont the Fire. 

SCOTTISH RONDOS. Price U 6rf. each. 

No. 1. Bannocks o'fiarley Meal. — 3. Miss Fofbes's Farewell. 
•—3. Jumping John. — 4. Loch Erroch Side.— 5. Ye Banks 
and Braes.— 6. And theyVe a' Noddin.— 7. Mary's Dream.-— 
8. The Flow'rs of Edinburgh.— 9. The Campbells are coming. 
-^10. The Lass of Ecclefecfian.— -11. Over the water to Char- 
lie. — 12. Mount and go. — 13. Lewie Gordon.— 14. Jenn/H 
Bawbie. — To be continued. 

A Series of HIBERNIAN AIRS. Price 2s. 6d each. 

No. 1. Plaiixty Connor. — 2. Grammachree and Planxty 
Kelly. — 3. My Lodging is on the cold ground.— 4. Erin go 
Bragh and St. Patrick's I>ay< — ^To be contmaed. 

DUETS FOR THE PIANO FORTE, Selected from 

The Beggar's Opera, in 3 books, 3«. 6<2. each*"— Rossini's 
Tancredi, in 4 books, 4i. each.— Othello, in S books, 45. each, 
— Zelmira, in 4 books, 4s. each. — Graun's Te Deum, &o«/!le€. 

CALEDONIAN DUETS for the Piano Forte. 

1. Scots wha wi' Wallace bled, and Auld lang 8yne.<-^ 
2. John Anderson, and Duncan Gray. — 3. Charlie's my dar- 
ling, and They're a' Noddin.— To be contiaitd. 
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HANDEL'S CHORUSSES, 

As Duets for the Piano-Forte. 

No. 1. the Pleasure of the Plains. — 2. Welcome, xnightj 
King. — S. Hallelujah. — 4. March, and Glory to God, from 
Joshua. — 5. The Horse and his Rider. — 6. From the Censer. 
— T. Awake the Trumpet. — 8. Lift up your heads.— 9. Sec 
the Conquering Hero. — 10. For unto us a Child is born. — 
11. Around let Acclamations ring. — IS. Hailstones.— Also 
the opening of the Dettingen Te Deum. 

CABINET OF HANDEL, 

Consisting of his most celebrated Chorusses, arranged for 
the Organ or Piano-Forte, with the Words added (to the lat- 
ter Numbers), in order that those who are not possessed of 
the Scores, may enter more fully into the spirit of the Com- 
positions; in Forty Numbers. — To be continued. 

HAYDN^S CHORUSSES, FROM THE CREATION. 

The Praise of God — Achieved is the glorious Work — and, 
the Heavens are telling, arranged in the same style as the 
preceding. 

DUETS for the HARP and PIANO-FORTE, 
with Accompaniments, ad lib, for the Flute and Violoncello. 

Introduction and Air, with Variations. — Select Airs from 
Rossini's Tancredi, in 4 books.— rOthello, in 3 books. — :Zel- 
mira, in 4 books. — Chorusses: The Praise of God. — Halle- 
lujah. — Coronation Anthiem. — See the Conquering Hero.— - 
Haibtones. — For unto us a Child is bom.— Welcome mighty 
King. — Graun's Te Deum. — Music in Macbeth, &c. &c.~- 
To be continued. 



aM«Bllllai|, FiriBttr, 
Bow Stnet, Cmrcat CtanUa. 
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